are properly used when applying 'fake' to an exact copy of an already existing work, which is then passed off as the original, and 'forgery' to a work that is not an exact copy, but rather done 'in the style of' (stylistic imitation), which is then passed off as an original, or (according to Charney) to apply 'fake' to the "alteration of, or addition to, an authentic work of art to suggest a different au thorship", and 'forgery' to "the wholesale creation of a fraudulent work", is unjustified because these uses are ( 1 place the terms 'original', 'fake' and 'forgery' in quotation marks for two reasons:
firstly, in order to distinguish them from the other four manifestations, which in a certain way are more objective terms inasmuch as one does not have to argue if something is a replica, a copy, a pasticcio or a stylistic imitation, because there is a series of criteria for settling this. However, the question if and when something is an 'original' and/or a 'fake' is more open to discussion, and this is related to the second reason why I put these notions into quotation marks.
The 'original' is something that is throughout the ages each time culturally negotiat ed and defined anew: we can see this by the fact that in Western antiquity 'original' or 'authentic' meant something different for a Greek than for a Roman -and for both again something slightly different than to us. Since the object in question was, when declared 'original' or 'authentic', in ancient Greece less associated with the particular name of an artist or even a workshop than in Rome; it was related to the material and to the way something was technically made.5
Later, in early modernity, a client or an expert again had very different expec tations from a single artist and/or his workshop or studio than today, depending in particular on how the contract was stipulated: did the artist pledge that he would personally work with his own hands at the work of art, and to what extent? Or did he just pledge that the artwork would be executed in his studio and under his super vision? (Keazor 2015:32-33 (Keazor 2015:35) .
Thus, all these forms of imitation are not only perfectly legitimate, but also traditional and well-established tropes in the history of art: until photographic re production, a copy of the work was the only way to produce the (coloured) image of a painting a second time. Learning to reproduce an original was also an impor tant means of gaining the technical skills of painting or drawing. By copying, a young artist learned the manual techniques of artistic execution, and even the pasticcio or the working in the style of somebody else was an accepted practice in artist's studios: the assistants of a Master very often had to execute entire paint- ings in his manner and therefore needed to be able to paint in the Master's style. (Kilbracken 1967:47-51 fig. 10 ). The horses on the left in the original are shifted to the right in the forgery, the boat below the horses in the forgery can also be found on the right in the original, and the house is posi tioned behind the horses in both works (Keazor/Ocal 2014:32 Riehen, Fondation Beyeler, 1913, fig. 13 ) served him as a model for the colours of the composition (Keazor/Ocal 2014:30 The boundaries between these categories are not always so distinct; they can be also fluid. A forgery such as the so-called Tiara of Saitaphernes (Paris, Louvre), a seemingly ancient crown made around 1895/96 by the Odessa-born, Jewish gold smith Israel Dov-Ber Rouchomosky, had allegedly been conceived by its author as a pure stylistic imitation with no intent to deceive. According to Rouchomovksy, it was only the merchants who had commissioned the Tiara who then passed it off -with out his knowledge -as an original.1" However, the Tiara is not only a stylistic imi tation, but also a pasticcio of different motifs taken from antique artefacts." And the Tiara brings us to other techniques which can be legitimate, but which can also be involved in cases of forgery. Thus, we observe at the Tiara what we could call an 'objective falsification': the Tiara in itself, as a production of Rouchomovsky, was manipulated and falsified insofar as the goldsmith subsequently inserted old antique pegs into it. When the Tiara was examined, these pegs, together with the stylistically old appearance of the tiara and its many visual as well as textual references to antiquity, conveyed a misleading impression as they seemed to suggest the likelihood of it being an antique object (Keazor 2015:55 (Lenain 2011:247-48; Keazor 2015:38-40 (Kilbracken 1967 (Irving 1969:233 (Keazor/Ocal 2014:31-34 but a better explanation will make for a better understanding, and more understand ing will, perhaps, make for a better loving" (Changeux 1994 : 13, my translation).-5
